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strips in the adventure category) is typically replete with tensions and problems, and those not usually very far removed from present reality. A few years ago it might have been argued that the frequent threats and acts of violence to be found in pop romance made the genre escapist by virtue of sheer hyperbole, but our growing awareness of how violent our reality actually is weakens that case.
It might better be argued that the "escapism" of pop romance resides paradoxically in the security it generates: we know, deep down in our hearts, that Batman will not be turned into a human shish kabob by "The Joker," that Steve Canyon will in the end foil the attempt of the Chinese Reds to defoliate Central Park. If this argument has some validity, it follows that the "escapism" provided by pop romance involves not only emotional catharsis, the purgation of pity and fear, but also what might be called "value satisfaction," that confirmation or reaffirmation of our value system which results from our seeing this value system threatened, but ultimately triumphant. For at least one of the things that happens when a hero like Batman or Steve Canyon wins out in the endand not the least important thing-is that we experience at some level the defeat of Evil (as we imagine it) by the Good (as we have learned it). Even though we consciously are aware that such victories do not always occur in reality, there is a part of us which very much wants them to occur. We are of course unwilling to have such victories take place too easily, as the epic poets well realized, for an easy victory not only lacks dramatic force but paradoxically cheapens the value system the victory is to affirm by making it almost irrelevant. "Escapism" then, connoting a retreat to a state of mindlessness or euphoria, may well be the wrong term to use to justify or to attack anyone's involvement in pop romance. Though adventure films, television programs and comic strips (Cahiers du Cinema and Roy Lichtenstein notwithstanding) may be only pseudo-art or semi-art, they need not be more "escapist" than "true" art. Or, as W. R. Robinson claims in his defense of films, "escape" (into the higher reality of moral truth) can be seen as a function of all forms of art:
The most persistent and unjust criticism leveled at the movies has been that they are sui generis "escapist." But this critical term, the nastiest epithet conceivable within a very narrow-minded aesthetic of truth which sprung up alongside realism, absurdly distorts our sense of what art is or should be. It implies that only an art as grim and dour as the realist thought life to be under the aegis of materialism can qualify as serious aesthetic achievement. .... Yet even in the dourest realistic view truth is a human triumph; through it man transcends suffering and determinism. Nikolai Berdyaev saw this clearly when he argued that all art is a victory over heaviness. It is always escape.' Even popular art forms, Robinson continues, "are a part of man's intellectual armament in this war to liberate himself from heaviness...,"
for "by incarnating the Good, a spiritual entity, in a concrete form, art frees it to be" (pp.
118-19).
That even pop romance is concerned with moral truth-by "incarnating the Good" in its hero figures-is easily shown. The more primitive films, television programs, and comics-those produced mainly for children-explicitly purport to be morality tales: The Lone Ranger is identified as a "champion of justice,'"2 for example, and Batman is plainly if infelicitously described as "fighting for righteousness and apprehending the wrong-doer."3
In more sophisticated pop romance the same process is handled more subtly and may even result in the establishment of fairly complex levels of meaning. Steve Canyon, for example, is clearly an incarnation of moral Good but he is also the means by which Milton Caniff, his creator, idealizes and glorifies the military, devalues civilians and civilian life, advances a Dullesian posture on international affairs, and in general espouses a conservative socio-political philosophy.
Though Caniff is hardly less didactic than Spenser or Milton, and the thrust of his didacticism is such that he too invariably alienates some readers, he, like these poets, makes complete rejection of his "art" almost impossible by incorporating his specific socio-political views within the general framework of the Judeo-Christian value system. Left with a choice between desiring a victory for militantly militarist Steve Canyon (and Western Civilization) and a victory for The Other Side, only the most resolute radical has a real alternative.
There is still another level at which pop romance, both primitive and sophisticated, incarnates the Good. This is the level where personal ethics and ego meet to define individual spiritual and material requires us to suspend disbelief in order to experience that pleasure, and gives us that pleasure by "managing" or "controlling" our fantasies and feelings.6 But whether they are regarded as "art" or not, pop romances can shed light on art and on our responses to it, as both Holland and Frye have suggested.' The same conclusion is arrived at by a student of the comic strip phenomenon, Kenneth E. Eble, even though he rejects the comics as an art form:
The comics fail badly as art despite their pretension to seriousness-or perhaps because of it. They have about the same relation to serious art that a tract like Pierce Pennilesse has to Paradise Lost.... As objects of serious study, they rank considerably higher. They will offer much information to future historians as to how we lived, how we acted, and, in a large sense, how we (the thickening mass) responded.... As factors in shaping a nation's emotional and intellectual responses, they deserve much more study than they have yet received.8 2 In his consideration of "The Primitive Heroic Ideal," E. Talbot Donaldson says:
"put most simply, the heroic ideal was excellence. The hero-kings strove to do better than anyone else the things that an essentially migratory life demanded .. ." Fighting was of course the primary activity, as it is so often in pop romance, and it is on those few violent hours in Beowulf's life when he wins his three great victories that the Anglo-Saxon scop concentrates rather than upon his youth or years of kingship. Violence, it might be added, is also a preoccupation of Spenser in The Faerie Queene, and it gets its due in Paradise Lost as well, in spite of Milton's intention to frame a "higher Argument" (IX, 42). Pop romance is frequently attacked for its own preoccupation with violence, but its critics do not always recognize that violence is seldom gratuitous; as in epic poems it is usually if not always effectively moralized: the resounding "Pow!" as Batman's fist connects with the Joker's jaw signals not only retribution but the re-establishment of moral order.
The plot of the first section of Beo-'wulf-the bringing of order to the chaos that is Heorot through the deeds of the stranger-hero, and thus bringing stability and security to a community near collapse-has been utilized so often as to seem formula by now. The Western, of course, employs it over and over again. The series which fixed the strangersaviour most firmly in the imagination of mid-twentieth century America was of course The Lone Ranger. Conceived for juveniles, this series was so well received that it has appeared in all of the popular media. It is possible that the messianic overtones of the formula which The Lone Ranger so obviously played upon were partly responsible for its wide appeal: in times of crisis we look for a deliverer, a Beowulf or a Lone Ranger. The vague origins and the sudden departures of such heroes also serve to enhance their legends. These legends in time take on almost religious status, becoming myths which provide the communities not only with models for conduct but with the kind of heightened shared experiences which inspire and unify their members.
The final sequence of Beowulf, the hero's fight with the dragon, embodies still another formulaic plot, that of the resident-hero who champions the community in its struggle for self-preservation. This hero may or may not be the titular leader of the community, but he is always the present exemplification of the primitive kingly ideal (Hrothgar's heroism was in the past). "Dodge City," the archetypal community of the television Western, Gunsmoke, has a mayor, but it is the city's marshal, Matt Dillon, who guarantees its stability and security. "Gotham" not only has a mayor, but a police commissioner, a police chief, and squads of officers, but it is Batman who defeats the city's dragons. The ineffectuality of the forces of law and order and of the law itself seems almost a basic assumption both of epics and of pop romance.
The law frequently appears to be too complex or too cumbersome to deal with crises, so the hero, whether he is a real or titular king, becomes a law unto himself. Ian Fleming's "James Bond," a true primitive hero updated to espionage agent, is "licensed to kill." He is above the law not only of his own community but of the international community as well. So too are the agents featured in the television series, Mission Impossible. Unlike the individualistic Bond they operate in concert (the committee-as-hero?) and their numbers include the mandatory black man (a modern Tonto?) and the mandatory beautiful woman (a modern Britomart?). In their adventures these organization-man-heroes so frequently and blithely violate not only laws but human rights that they are warned before every mission that, if cap-tured, they will be disavowed by the very national community which sends them forth. The legal and moral assumptions behind their activities are seldom questioned because these heroes, like Beowulf, are understood to be "on God's side," i.e., the community's. (It is only in the "low mimetic" and "ironic" modes that the question of whether God is on our side or on that of the big battalions can be entertained.) The hero's antagonists, on the other hand, are depicted as being unresponsive to the community and the community's values, even if they happen to be residents. The antagonist may represent an alien community or only the community of the self, but the fact that he acts as a law unto himself is not glossed over. The Beowulf-poet stresses this: Grendel is of the exiled race of Cain, he inhabits that no-man's land where the influence of the community ends and what is in effect the jungle begins, and from that dark region he peers at the community and envies its happiness. Though he comes within the pale of the community by gaining control of Heorot, if only during the night, his natural element, his means of doing so puts him beyond the pale. The rules therefore need not apply to him: the only good renegade is a dead renegade.
Primitive heroes do not, however, have carte blanche. Although the community may be quite willing to waive all of its laws to ensure the defeat of its enemy, the hero cannot, for otherwise he loses face and his force as the repository of the community's values (which supposedly he is struggling to preserve). For heroes there seems to be a law of diminishing legal returns. He can violate some laws-against illegal search and seizure, for example-but he cannot violate others, particularly the unwritten laws of the community: killing the villain can eliminate the expense and delay in the community's vengeance entailed by the observation of due process, but the execution must take the form of a sword point or a bullet in the villain's chest, not in his back. It is to such a "code of the West" that Beowulf conforms when he undertakes to battle Grendel with his bare hands and Grendel's dam with a sword (a compensation for the disadvantage of fighting under water). This form of chivalry only allows for "equalizers"-in the "shootdown" it must be .38 against .38. Of course this code is binding upon heroes only; it is one of the crosses they bear but without which they might be difficult to distinguish from their codeless antagonists, the merely instinctual Grendels and cattle-rustlers.
In spite of the fact that the community itself is usually inferior in the quality of its collective life to the life of the hero, it is still in some sense above him. Its survival is the summum bonum, and the issue of community survival is one which can conveniently be invoked in any crisis in order to justify its actions, even the sacrifice of its best, the hero himself. For the community in both epic and pop romance is not only a social unit but a quasi-religious one. It is that which nurtures, controls, and protects the nonheroes who comprise it: the community giveth and the community taketh away. Its wars are holy wars and its champions, as noted above, become quasireligious figures. Thus the Unferths or the cowardly shopkeepers whose action or inaction undermines the hero (and thus the community) come close to being not only traitors but apostates.
Invariably this community religion becomes cosmic: in Hrothgar's view Beowulf has been divinely sent to deliver his people from a monster who is "at war with God" (although he appears to give real trouble only to the Geats). And Beowulf himself feels that he is under God's protection. His status as a messiahfigure receives the heaviest stress in the poem's climactic sequence, the fight with the dragon. This "worm" that flies by night, that is associated with fire, that lives somewhere below, shares at least in the archetype of Satan, whom Milton (in the "Nativity Ode") called "the old dragon underground." Beowulf's determination to save his people singlehandedly, his going-forth with a band of twelve, one of whom initiated the chain of events which will lead to his death, and the scop's final description of him-"of world-kings the mildest of men and the gentlest"-all suggest an imitation of Christ. The image of the hero as gentle man which seems almost an afterthought in Beowulf is close to the formula in pop romance. "Clark Kent" is always "the mild-mannered reporter," and Steve Canyon's pipe-smoking is an obvious clue to his character. The image thrives too in the Western, the classic example being the mild hero (played by Gary Cooper) of the film, High Noon.
Heroes cannot, however, remain lambs: crises call for lions. And whether they take place in epics or in pop romance, crises usually require violent solutions. Violence indeed seems to be the reality of their worlds and it is in violent situations that the heroes are defined. Superman is somehow more "real" than the mousey "Clark Kent," Batman more "real" than the do-gooder "Bruce Wayne." Indeed, in this "civilian" alter ego, each of these heroes is suspected of being, like the youthful Beowulf, "slack, a young man unbold." While the main task of these heroes is to insure that Justice is done (American justice, community justice), in the process of doing so they, like Sir Calidore, exhibit Courtesy (in the narrow sense of chivalric manners and in the broad sense of integrity); they exemplify Friendship's highest ideal, agape, by being willing to lay down their lives for their friends; and finally, although some might deviate slightly from Temperance conceived of in terms of wine and women (though even this is not usual), the life of moderation is generally their way of life. Even the virtues of Chastity and Holiness, whose very naming can elicit smiles from the God-Is-Dead, Sexual Freedom generation, seem deeply rooted in the consciousness of even the young. Holiness may perhaps be redefined in terms of Zen or drug-expanded awareness or Peace Corps-type service, and Chastity in terms of "I-Thou" relationships for sexual partners, but the spirit of the ideal still moves among us.
In Spenser's heroes are attractive to women, good and bad, and are sometimes attracted to women as other than objects of chivalric fulfillment. They are not professional virgins, even Britomart, but sex without full ecclesiastical and social sanctions is denied them. This is likewise the case with many of the heroes of pop romance; here as in most pastorals, sex is often portrayed as an intrusive force, leading the hero to unaccustomed excess and interfering with his performance of his duties. The male hero's dilemma is perfectly symbolized in the plight of Superman, who is forever having to rescue Lois Lane and forever rejecting her advances, but who, as "Clark Kent," degrades himself by making advances which she always spurns. Spenser's creation of the magnificent Bower of Bliss and his ruthless destruction of it show hardly more rigor than the tendency of the creators of pop romance to condemn their heroes to a largely sexless and even loveless existence. An exception to this tendency is to be found in recent "swinging" versions of the espionage-romance genre. Spy-heroes like James Bond and "Napoleon Solo," title-figure of the television series, The Man from UNCLE, who, as noted above, are already to a great extent outside both the law and the culture, apparently have licenses to fornicate as well as to kill. They are hedonist-heroes of the New Morality. Yet their popularity, enormous for a year or two, already seems on the wane, which may indicate that Spenser's ideal of Chastity is still operative beneath the surface of our supposedly liberated culture.
Spenser's very idealism makes the classification of his hero-types difficult. The deliberately non-realistic world he creates complicates the establishment of correspondences with our own world by which the hero is partially defined. The world of The Faerie Queene, being itself supernatural, is sometimes superior to the heroes and sometimes not. Since this world does not operate according to natural law in the first place, it seemingly cannot accommodate the Type III hero at all. Furthermore, Spenser's heroes themselves, informed as they are by so many levels of allegorical meaning but so little characterization, cannot readily be distinguished from each other. "Ordinary" human characters (like Colin Cloute perhaps), who might establish some kind of norm by which the heroes might be measured are relatively few and far between. "Faerye Land" seems to be populated mainly by heroes and villains. The majority of the former are clearly Type II heroes; in a few cases, however, there is another possibility. As Spenser's letter to Raleigh explains, Prince Arthur is "perfected in the twelve private morall vertues, as Aristotle hath devised." Such perfection, summarized in the supreme virtue of Magnanimity, makes him "superior in kind" to even the other great heroes in the poem, and he is also superior to them in that he possesses a shield whose powers go beyond even the supernatural. This being the case, he is also superior to his "en-vironment," the supernatural land of Faerie. Spenser does not call him a god, for this would compromise the Christian level of his allegory, but he gives the impression of being one. He is the deliverer, one who comes in glory, and will come again. Thus, along with his beloved, "That greatest glorious queene," Gloriana, the descendent of "either spright/Or angell" (II.10.lxxi), Arthur can be considered a Type I hero.
Two other possibilities for this classification present themselves. Although Talus, the "yron man" of Book V, is Artegall's squire, like God he is "Immoveable, resistlesse, without end," and, like Christ he "thresht out falshood, and did truth unfould" (V.1.xii). In his inhumanity-or more precisely, his ahumanity-he foreshadows Superman, whose human traits really emerge only when he is "Clark Kent." In Talus and in Superman the deus ex machina has become "the machine god," but in the case of the latter a poetic fantasy has been replaced by a technical fantasy; Superman, the man of tomorrow, "is the promise that each and every world problem will be solved by the technical trick."'1
The mechanical savagery of Talus in some respects has its counterpart in the "natural" savagery of Calepine's rescuer (Book VI). Although he is, like Talus, a minor character, the "salvage man" is very close at least to being a Type I hero for he is quintessentially good, invincible, and rendered invulnerable through "magicke leare" (VI.4.iv). A Superman sans cape and leotards, he is also a "Clark Kent," capable of being "enmoved" to feel compassion. Without losing his god-like powers or his identity he can exhibit "milde humanity and perfect gentle mynd" (VI.5.xxix). His case is an example of how in its smallest as well as its largest developments Spenser's poem moves toward unity and identity whereas Superman's illustrates what seems to be the schizoid tendency of twentieth-century imaginings.
Although a Redcrosse or a Britomart is so far above us that we may be lulled into thinking of them as gods, if we remain responsive to Spenser's descriptions and his narrative it is evident that they are Type II heroes. Like Batman they are vulnerable and capable of error, though Batman's errors tend to be tactical, theirs human or moral; they can be overpowered by human, natural, or supernatural forces (technological forces in the case of Batman). Their human weaknesses get them into difficulties from which neither their physical nor their moral strength can extricate them. Unlike Adam they are not "sufficient": all Type II and Type III heroes are in fact fallen men. Being fallen and thus incomplete they frequently need assistance. Indeed assistants are a fixture of Type II heroes: as Redcrosse has his Una, Britomart her Glauce, and Artegall his Talus, so Batman has his Robin. Assistants come in handy for purposes of plot: they can be separated from the hero and become involved in sub-plots of their own, from which they may need to be rescued by the hero; or the separation, which weakens the hero, can create a crisis in his own plot from which the assistant can extricate him. An assistant can serve as confidant or as foil to the hero. As foils they are both like the hero and unlike him-Una's Revealed Truth complements the Holiness of Redcrosse as Robin's boyish exuberance complements Batman's mature energy. In general assistants are inferior both physically and mentally to the Type II hero, but together, as a "dynamic duo," they ap-proach the perfection of the Type I hero. Nonetheless, they still lack his invulnerability.
In a sense it is mankind's very vulnerability as well as his virtues and powers that is as much a major theme of The Faerie Queene as it is of Beowulf. And it is in Paradise Lost that this theme receives its most explicit and fullest treatment.
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The charge that Paradise Lost is merely a monument to dead ideas, reissued from time to time by scholars, is today not infrequently heard from students. And while the Milton instructor can attempt to maintain his pedagogical leverage by replying that Paradise Lost is not a poem which the reader judges but which judges the reader, this sort of ad hominem argument is not likely to sway students who are as seriously concerned about relevance as they are about esthetics. Nor are the arguments of scholars like Douglas Bush, in which the historical importance of Christianity is used to justify Milton's ways to his readers, likely to convince students who see past Christianity as a largely malign force and better forgotten and present Christianity as largely irrelevant.
Although it has tried to avoid entering into the great debate about literature and relevance, this paper has argued that the long term appeal of works of art and the shorter but more widespread appeal of works of demi-or psuedo-art of popular culture suggest that both have some kind of relevance for those who respond to them, and it may be the same kind of relevance. That relevance is not narrowly temporal, not necessarily political or social or economic, but rather moral (or perhaps "pscho-moral")-having to do with deep-seated values of our culture. That Paradise Lost can be shown to have this kind of relevance-to issues like Freedom and Authority which consciously preoccupy students, and to assumptions about such issues which they unconsciously receive from pop culture-can not only help to satisfy their real doubts about the expense of their time and spirit in reading the poem, but can render them more responsive to its esthetic power. For example, it can be suggested that the kind of Instruction and Delight they can receive from Milton's epic bears marked resemblances to the Instruction they unconsciously absorb and the Delight they consciously derive from that contemporary attempt at a pop television epic, Star Trek.
The fact that Star Trek involves space travel via physics rather than metaphysics gives the program a certain technological relevance, but this seems to interest most students less than the use of space travel as metaphor. That metaphor is suggested by the pronouncement which opens every program: "Space, the final frontier." A frontier, of course, archetypally demands a quest: "These are the voyages of the star-ship, 'Enterprise;' its five-year mission-to explore strange new worlds . . . to boldly go where no man has ever gone before." These new worlds are as full of wonder to the space explorers as the newlycreated Earth and its cosmos are to Milton's Adam. Like him they have some knowledge, much of it stored in computers, but there is still a great deal that they do not know or understand. Their quest is for knowledge for its own sake rather than for power, as Adam's should be. They too have only one over-arching prohibition, but theirs has to do not with a Tree of Knowledge, for they are free to pluck knowledge where they can; rather they are forbidden to use their Spock's metabolism is also different from that of humans, and the moments in various episodes when references are made to his green blood or to his patently symbolic lack of a heart call to mind Raphael's disquisition on the dietary and digestive habits of angels in Book V. Even Spock's Vulcanian sex life sets him apart from humans, for it seems strictly instinctual, or even mechanical, as ambiguous as the "Union of Pure with Pure" that Raphael perfunctorily alludes to (VIII, 627). Also like Raphael, Spock serves as a kind of guardian angel to the crew of "The Enterprise." He is sometimes the only source of the information or insight which will enable the voyagers to understand what is happening to them or which will allow them to resolve a critical problem. He possesses unusual physical powers as well, and although not invulnerable, he has amazing capacities of endurance and recuperation. All of these positive features would appear to be offset, however, by the image Spock projects: his appearance is forbidding, his manner precise to the point of stiffness and austere to the point of arrogance. And yet according to television reports, which also can be borne out by informal samplings of student opinion, Mr. Spock is the most popular character of Star Trek, more popular even than its nominal hero (to be discussed below).
It seems ironic that a hero who rep- 
